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BELLS AND 'BURDENS.' 
BY H. C. COLLES. 
'The bells,' said M. Denyn, as he stood in the 
tower of Cattistock surrounded by bells, 'are 
democratic; they are for all.' It was my first meeting 
with M. Denyn, and my first practical acquaintance 
with the carillon. I should not on the strength 
of that slight acquaintance, gained on an afternoon 
of July last, venture to write to the MAuszcal Times 
about the carillon. Mr. W. W. Starmer has given 
its readers a great deal of accurate information 
about it both in Belgium and England, and will, 
it is to be hoped, give them a great deal more 
in course of time. But when I visited Cattistock 
in order to hear M. Denyn give his recital on 
July 29, the new experience led to one or two 
mental notes, some comparisons and contrasts 
with the average Englishman's ideas of bell 
music, which may possibly be worth record beside 
the more able and technical articles from Mr. 
Starmer's pen published in these columns and in 
the Proceedings of the Musical Association. 
M. Denyn's remark quoted above was possibly 
a truism, but it was a truism spoken with a gleam 
of enthusiasm, which is a very different thing. Of 
course the bells are for all, and the fact was 
receiving a practical illustration as he spoke by the 
troops of village folk, mostly young women and 
children, who had invaded the belfry and were 
peering about with laughter and some awe at 
the bells, their hammers and clappers and 
mechanism. M. Denyn's art is indeed a wonderful 
means of spreading music far over the country- 
side, and it is as such a means that he delights in 
it. It would be a great acquisition if we English 
people could have more of it, and learn to listen to 
the bells played by a master hand as the people of 
the Low Countries have long listened to them. 
But even in one's first enthusiasm for the art of the 
great carillonneur one remembers that a wholly 
different art of bell-playing has been ours for well- 
nigh as long as the carillon has lived across the 
water. 
The Rector of Cattistock told me that when 
M. Denyn was first consulted about the arrange- 
ments for the carillon he very naturally suggested 
that it would be necessary to do away with the 
peal. The combination of the carillon with bells 
that are swung for pealing was outside his 
experience, and it no doubt seemed a simple thing 
to forfeit so primitive a method of obtaining bell- 
music for the sake of the more cultivated carillon. 
But the Rector, as a true pastor of his flock, knew 
better. He saw at once that in that case his own 
ambition to possess a carillon must go by the 
board. England is a democratic country, in its 
church management as in other things, and the 
village democracy would not sacrifice its peal for 
all the carillons in Belgium. It takes eight stalwart 
men to peal the bells, and they were not to be 
done out of their privilege. Everyone knows the 
hold which the art of ringing changes has upon the 
minds and muscles of Englishmen. Stainer and 
Barrett's ' Dictionary of Musical Terms' tells us 
that on a peal of eight bells no less than 40,320 
changes are possible, and I have a vivid recollection 
of an occasion when I was staying at a Rectory in 
Buckinghamshire, and an indefatigable party of 
ringers came to show their prowess. They rang 
changes for three hours without cessation, during 
which time I believe they neither exhausted the 
possibilities of the changes nor their own physical 
energy. It was merely the visitors at the Rectory 
who were exhausted. 
There are two things which endear change- 
ringing to Englishmen; it demands endurance and 
involves corporate action. The first makes it a 
sport; the second is a quality which seems to be 
rooted deep in our national ideas of art. It is 
remarkable how little use we have as a nation for 
the virtuosity of the individual artist, and how our 
music has always flourished upon corporate action. 
It has been so from the time of the composition of 
'Sumer is icumen in' to the choral competitive 
festivals of to-day. The art of the carillon is 
individual, and so in England we look upon it 
with wonder, as something which we would gladly 
have imported for our admiration but which we 
should never have thought of making for ourselves. 
Moreover we are not 'high-minded' in the 
Psalmist's sense of the word; we 'mind not high 
things.' A very simple element of art suffices for 
our needs, so long as we have in it the primary 
conditions of a sporting interest and the doing of 
it together, or the discipline of association. That 
is why our professed musicians are always getting 
out of touch with the musical interests of their 
fellow-countrymen; they are clever and enter- 
prising, and anxious to extend their art, with 
which ambitions the ordinary English mind has 
little sympathy. In spite of the possibility of more 
than 40,000 changes, the art of bell-ringing is 
certainly limited in its scope as compared with 
that of the carillon. We have rather gloried in its 
limitations than sought for a way of evading them. 
'he idea of monotony is always associated in 
the English mind with the sound of bells. It is 
pleasing or unpleasing according to our mood; it 
may be soothing or stirring, but its effect upon us 
of whatever kind is always reached through 
persistent reiteration. The endurance of the 
ringers has its counterpart in the emotional 
impression produced upon the hearers. 
Apart from the bells themselves one finds this 
idea of a dogged persistence constantly working 
itself out in the popular, or democratic forms of 
English music. It begins obviously with 'Sumer 
is icumen in,' a 'round' for four voices with a two- 
voiced 'pes,' or ground bass; and the 'round' and 
the 'ground,' either together or used singly, seem 
to be the two most persistent forms through the 
long history of popular music in this country. 
Both illustrate the motto of English bells as 
distinct from the carillon: 'Keep on doing it, and 
do it together.' In both there is variety, but it is 
variety held fast by a principle of continuity. The 
'faux-bourdon ' upon the church's plainsong which 
was early considered to be a peculiarly English 
form of counterpoint, and in which our church 
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composers of the i5th and I6th centuries excelled 
to a truly marvellous extent, had the same qualities at 
the back of its emotional appeal. Moreover, from 
the English form of the word 'fa-burden' come the 
numberless secular songs with a 'burden,' which 
were so popular in the time of Queen Elizabeth 
that Shakespeare seems to regard a burden as an 
almost necessary adjunct to a song. 
'Sea-nymphs hourly ring his knell 
(Burden) Ding dong !' 
shows the bells and the burden in close association, 
but the latter is often indicated, as in Ariel's other 
song in the same Scene, with its 'Burden 
dispersedly' where the bells have no place. 
The vocal 'ballets' of Thomas Morley and 
others, music to be danced to as well as sung, with 
their 'fa-la' refrains are further instances of the 
same type of rhythmical reiteration in ensemble. By 
the way, has there been any attempt to revive the 
ballets of Morley as dance music ? The experiment 
should certainly be tried. 
When we look at Purcell, the most typically 
English composer we have ever had, we find these 
principles permeating his music of every kind. 
The 'ground bass' is his very life's breath. In 
harpsichord music, in airs for the opera or the 
concert room, in anthems for the church, he makes 
use of it whenever his intention is most serious. 
It is scarcely too much to say that it was to Purcell 
what the fugue was to Bach. In every contingency 
he uses its force of reiteration as a means of 
hypnotising his hearers into his mood. How 
different the mood may be is shown at once by a 
comparison of the two songs from 'Dido and 
AEneas,' 'Oft she visits this loved mountain' and the 
better-known 'When I am laid in earth.' Or again, 
contrast either of these very different uses of it 
with the opening of the anthem 'Rejoice in the 
Lord alway,' which from the fact that the ground 
bass is there the descending major scale became 
almost immediately known as the 'Bell anthem.' 
Purcell may possibly have been consciously aware 
of the effect of bells when he wrote this, but it is 
to be remembered that elsewhere he used exactly 
the same bass in the same way (the accents of the 
scale falling on different parts of the bar), in 
a beautiful air in his 'Elegy on the death of 
Mr. John Playford. 
The bells, the 'burdens,' the 'rounds' and the 
'grounds' of English music all have in common 
an emotional quality resting upon a technical basis, 
which is the very opposite of both the emotional 
effect and the technique of the Flemish carillon. 
The association of bells with the hypnotism of 
persistence is quite foreign to minds who have 
lived in contact with the carillon. You have only 
to hear M. Denyn improvise to realise that for 
them the bells represent a sudden flight of the 
imagination, a thought thrown out upon the air, 
and no sooner discovered than lost again and 
replaced by another equally beautiful in its 
evanescent charm. M. d'Indy in a happy phrase 
has described Cesar Franck as 'the genius of 
improvisation,' and Franck, born at Liege, grew up 
in the land of the carillon. Its influence upon his 
ttone of mind was no doubt as strong as the 
influence of the English peals has been upon the 
composers of this country through the centuries 
in an opposite direction. 
I How deeply rooted the English idea of bell 
music is appears strikingly illustrated in the famous 
work in which an English composer has set himself 
to celebrate the glories of the Belgian carillon. 
Sir Edward Elgar, in his music to M. Cammaerts's 
poem, has pictured not the carillon but the peal 
ringing out from an English belfry. All uncon- 
sciously he has treated the bells exactly as Purcell 
has treated them in the Bell Anthem, except that 
he has chosen as his 'ground' a half peal instead 
of a whole one. But the persistent descent of the 
four notes with their accents falling across the bar 
are the very method of Purcell's 'Rejoice' and of 
his 'Elegy.' The 'Carillon' is, in fact, a piece of 
English music offered to the honour of Belgium. 
CARILLON RECITAL AT 
CATTISTOCK. 
To many the name Cattistock will convey an 
idea of a remote village somewhere. The 'some- 
where' is in Dorset, about a mile from Maiden 
Newton (the Chalk Newton of Thomas Hardy), a 
station on the Great Western Railway between 
Yeovil and Dorchester. This charming little place 
is quaintly described in 'Highways and Byways of 
Dorset' as 'a cheery townlet with a noble church, 
but its glory in the minds of the villagers would 
seem to depend upon its carillon of thirty-five bells 
and the enormous size of its clock.' Would that 
there were many such villages in our country that 
could claim a like glory! Here for many years past 
M. Josef Denyn has given a carillon recital annually 
on the last Thursday of July. The events of the 
past twelve months invested this year's recital with 
a new interest, for the English and Belgian nations 
are united against the common foe, and a strong 
friendship between them now exists which must 
ever be maintained in the great cause of humanity. 
M. Denyn is a good representative of his people. 
In addition to being a great carillonneur he 
possesses many other qualifications, not the least of 
which is his charming personality. 
There is very little to add to what has already 
appeared in these columns respecting his splendid 
playing, save that on July 29, despite the fact that 
he had been deprived of his beloved instrument at 
Malines for nearly a year, his hand had lost none 
of its cunning. 
For sustained chords the tremolo crescendo 
e diminuendo was extremely effective, the 
impromptu preludes and interludes between the 
different items, in the toccata style, showed a 
perfect control of the clavier and its possibilities, 
which a pianoforte virtuoso might well envy; but 
perhaps the most important feature of the perform- 
ance was the clever arrangement of the music so 
that the listener should hear as little as possible of 
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